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ABSTRACT
Vester, Roderick. M.M. The University of Memphis. May 2015. When Bad
News Becomes Good News: Lucie E. Campbell’s “Something Within” from The
Jordanaires to Nathan Carter. Major Professor: Janet Page.
The principle objective of this study is to examine how Lucie Eddie Campbell
significantly impacted black church music with her trailblazing labor in Gospel. Many
of her songs were birthed from her experiences, pain, and disappointment. I examine
her lyrics, rhythm, and melodic formation.
The document includes an introductory chapter, a biography, subsequent
chapters on Lucie Campbell as educator and church musician, an analysis chapter on
four musical arrangements of “Something Within,” and a summary chapter. The
introductory chapter outlines my document and presents an overview of Campbell’s
life, highlighting her work with the National Baptist Convention, U.S.A., as composer
and educator. The biography presents an overview of Campbell’s childhood, education,
and work as a church musician. The musical arrangement chapter details the stylistic
features, interpretations, and implications of Campbell’s song “Something Within.”
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CHAPTER 1
INTRODUCTION
The African-American church has served as a venue for self-expression and
creativity for Black composers for centuries. Church musician, composer, educator, and
Memphian Lucie Eddie Campbell (1885-1963), known affectionately as “Miss Lucie,”
was a highly successful twentieth-century example whose music reached a wide
audience. She worked as a church musician at First Baptist Church, Metropolitan
Baptist Church, and Central Baptist Church, all located in Memphis, TN, and she was a
teacher in the Memphis Public Schools for forty-three years. Lucie E. Campbell
Elementary School, located at 3232 Birchfield Drive, Memphis is named for her.1 She
also served from 1916 to 1963 as music director for the National Baptist Convention,
the largest predominantly Black Christian organization in the United States.2
Many of Campbell’s early songs were heard at the National Baptist
Convention’s Congresses, the annual meetings attended by thousand of delegates from
all over the world.3 The National Baptist Convention had its roots in the Baptist Foreign
Mission Convention, formed on November 22, 1880, in an attempt to have the gospel
preached in Africa through the sending of Black missionaries. Six years later, the

Luvenia A. George, “Lucie E. Campbell: Her Nurturing and Expansion of Gospel
Music in the National Baptist Convention, U.S.A., Inc.,” in We’ll Understand it Better By and
By, ed. Bernice Reagon (Washington: Smithsonian Institution Press, 1992), 116.
1

William Ellis, “Memphis Hall of Fame: Lucie Campbell,” accessed April 7, 2014,
http://memphismusichalloffame.com/inductee/luciecampbell
2

3

Charles Walker, Miss Lucie (Nashville: Townsend Press, 1993), 80.

1

National Baptist Convention of America was formed. 4 This organization was to provide
an arena for Black Baptists to get to know one another and to begin conversation on
how to promote Black sacred music and curriculum. 5 Seven years after that, in 1893,
the National Baptist Education Convention was formed to focus on religious
education.6 The three organizations merged in 1895 as the National Baptist Convention
of the U.S.A., with Dr. Elias Camp Morris as the first president. 7
The Congresses were used for, among other things, introducing and
disseminating new songs to a national Black audience. From 1916 to 1963, Campbell,
as music director, was responsible for selecting the music and the performers. She
planned musicales, pageants, and performances, and directed the congregational singing
as well as the singing of huge choirs during assemblies. 8 Her own songs were used to
set a tone of joy and spiritual fervor that was stimulating and satisfying to the delegates.
These songs were sold by the hundreds, for ten and fifteen cents a copy, in the early
twentieth century. 9 Other composers, such as Kenneth Morris, Sallie Martin, Thomas
Dorset, and Roberta Martin sold their music at these events as well. This was a major
source of income for some.10

4

The National Baptist Convention, USA, Inc., accessed May 22, 2014,
http://www.nationalbaptist.com/about-us/our-history/index.html
5
George, Campbell, 109.
6

Ibid., 111.

7

The National Baptist Convention, USA, Inc., accessed May 11, 2014,
http://www.nationalbaptist.com/about-us/our-history/index.html
8

Walker, Miss Lucie. 80.

9

Ibid., 80.

10

George, Campbell, 118.

2

Gospel Pearls, published in 1921, was the first official hymnal for the National
Baptist Convention.11 Musicologist Eileen Southern ranked Gospel Pearls among the
most important of the Black hymnals. 12 Campbell’s “The Lord is my Shepherd” (1921)
was included. Campbell also served on the music committee of the Sunday School
Publishing Board, which compiled the music for Gospel Pearls as well as for
Inspirational Melodies No. 2 (which followed Inspirational Melodies, 1921).13 The
National Baptist Convention took great pride in all of these hymnals.
Over one hundred compositions are credited to Campbell. 14 Written in the
familiar four-part homophonic hymn format, her early gospel hymns were influenced
by the style of Reverend Doctor Charles Albert Tindley, a Methodist minister and
gospel composer.15 “Something Within,” one of her most famous hymns and the focus
of this thesis, was composed in 1919. While Campbell was not a particularly prolific
composer, some of her compositions gained tremendous attention and recognition.
The 1940s were Campbell’s most prolific period of composition. At this time,
she changed her style to meet the competition of Chicago composers Thomas A.
Dorsey and Sallie Martin: “Just to Behold His Face” (1941), “In the Upper Room with
Jesus” (1946), and “Jesus Gave Me Water” (1946) were among the seventeen
Paul Harvey, Freedom’s Coming: Religious Culture and the Shaping of the South
From the Civil War to the Civil Rights Era (Chapel Hill: The University of North Carolina
Press, 2005), 151.
11

12

Jon Michael Spencer, Black Hymnody: Hymnological History of the AfricanAmerican Church (Knoxville: University of Tennessee Press, 1992), 85.
13

Ibid., 87.

14

Ellis, “Lucie Campbell,” accessed April 7, 2014.

15

Encyclopedia of American Gospel Music, ed. W. K. McNeil (New York: Routledge,
2005), s.v. “Lucie E. Campbell.”

3

copyrighted songs included in a collection entitled Lucie Campbell’s Soul-Stirring
Songs (1952). The 1950s were Campbell’s second most productive period with twelve
songs copyrighted between 1951 and 1959.16
Campbell was an active participant in the African-American struggle for
equality. Following the example of Ida B. Wells in 1882, she refused to relinquish her
seat in the whites only section of the local streetcar, which violated Jim Crow laws at
the time.17 Only one account exists of this incident and it is not clear when it occurred.
However, Jim Crow laws ended 1965. Miriam Decosta-Willis states that it occurred a
decade before Rosa Parks refused to move to the back of the bus in Montgomery,
Alabama on December 1, 1955.18 In their themes of struggle, renewal, and the afterlife,
Campbell’s songs echo the social challenges she experienced as a Black person, and
specifically as a Black woman, in the South. The racism, bigotry, and social injustice of
the time, and Campbell’s own experiences of hurtfulness and disappointment, found
expression in her songs, which also demonstrated her inward convictions of faith, joy,
and hope in a higher being.
As an educator, Campbell demanded excellence from her students. While
considered kind, concerned, and caring, she was also a no-nonsense lady. She would
unsparingly and unapologetically tell you what was on her mind. This kind of attitude
and unyielding stance would later cause conflict for her. However, no one could argue

16

Ibid., 60.

17

Bobby L. Lovett and Linda T. Wynn, eds., Profiles of African Americans in
Tennessee (Nashville: Annual Local Conference on Afro-American Culture and History, 1996),
26.
18

Miriam Decosta-Willis. Notable Black Memphians (Amherst, Cambria Press, 2008),

69.

4

her effectiveness as an educator, leader, and organizer. She held leadership positions
with the American Teachers Association and the Tennessee Teachers Association and
was called upon by President Franklin D. Roosevelt to take part in the Conference on
Negro Education.
The first two chapters of this thesis present the life the Lucie E. Campbell: her
childhood, education, accomplishments, influences, and work history. Chapter 4
presents her work with the National Baptist Convention. Chapter 5 discusses her music
within the black church and chapter 6 discusses her hymn “Something Within.” And
finally, chapter 7 is devoted to her hymn “Something Within.” The last chapter
discusses the later history of “Something Within,” focusing on arrangements by the
Jordanaires, Take 6, Keb MO, and Nathan Carter.

5

CHAPTER 2
THE LIFE OF LUCIE EDDIE CAMPBELL (1885-1963)
Biography
Born April 30, 1885, in Duck Hill, MS, Lucie Campbell was the youngest of
Burrell and Isabella (Wilkerson) Campbell’s nine children. Isabella was a cook and
Burrell was a railroad worker for the Mississippi Central Railroad. On his way to visit
his newborn daughter, Burrell Campbell was killed in a train accident. 1 With nine
children to care for, Isabella moved to Memphis, in 1887, to seek a better a life. In
Memphis, Isabella took to washing and ironing in order to provide for her children. She
desired that her children receive a good education, along with exposure to the fine arts.
Since she was not able to provide music lessons for all of her children, Isabella decided
that Lora, the oldest sister, would have piano lessons. While Lora was receiving piano
instruction, Lucie listened in the next room and practiced the assignments on her own
afterwards, thus teaching herself the music. 2 Lucie practiced the fingering in the air, on
her long walk to school.3
Educated in the Memphis public school system, Lucie distinguished herself as a
bright student, winning a penmanship award in elementary school and top prize in her
high school Latin class. In 1899, at the age of fourteen, Campbell graduated as

“Lucie Campbell,” Wikipedia, accessed April 2, 2014,
http://en.wikipedia.org/wiki/Lucie_Campbell
1

Charles Walker, “Lucie E. Campbell Williams: A Cultural Biography.” in We’ll
Understand it Better By and By, ed. Bernice Reagon (Washington: Smithsonian Institution
Press, 1992), 123.
2

3

Jessie C. Smith, ed. Notable Black American Women (Detroit: Gale Research Inc.,
1991), 2:154.

6

valedictorian from Kortrecht High School (renamed Booker T. Washington High
School in 1926).4
At a time when one could teach without a high school diploma or a college
degree, Campbell began teaching at Carnes Grammar School in Memphis, where she
worked until 1911. She then taught English and American History, at her alma mater,
from 1911 until her retirement in 1954. Excuses, for not working hard, were not
accepted and Campbell often spent many hours after school tutoring students who were
having difficulty with their work. Students were required to be present for morning
devotions, and each class also participated in afternoon devotionals, which included
hymns, spirituals, scripture reading and prayer. 5 This was not a school board practice
but a decision by the teacher.
With only two Negro high schools in Memphis, she took pride in her school and
guarded its reputation. Campbell strictly enforced the rules of decorum.6 A former
student, Thomas Shelby, remembered that during a commencement rehearsal Campbell
shouted out, from the rear of the building, “Just a moment! Come here!” as she
motioned a young female student out of the processional line. Shelby recalled Campbell
saying, “You’ll never disgrace this school with two of you in line. Both of you can’t
march in this line. Sit down. I’ll mail you your diploma.” The young female student
was pregnant.7

4

Walker, Campbell-Williams, 123.

5

Ibid, 124.

Luvenia A. George and Ada Gilkey, “Lucie E. Campbell: Black Composer and
Educator,” Black Perspective in Music 15, no. 1 (Spring 1987): 124.
6

7

Walker, Campbell-Williams, 125.

7

Along with genuine appreciation for her musicianship, there were also
comments on her domineering personality and intense work ethic. People said, “She
didn’t play.” Campbell was tough in her approach and rather intense when demanding a
certain performance from her choirs or students. She believed in excellence and had
little patience with mediocrity.
In 1904, Campbell organized a group of Beale Street musicians in Memphis as
The Music Club. Their motto was “Finer Music,” and their aim was to provide public
performance as a means of development and expression. 8 This club became affiliated
with the national Federation of Colored Women Musicians whose members taught
music and presented local talent to the public. The club remained active until the early
1940s, meeting every third Sunday of the month at the Lelia Walker Club House and
presenting musicals at the Sarah Brown YWCA.9
In 1934 Campbell was called by President Franklin D. Roosevelt to take part in
the Conference on Negro Education, and in 1938 to attend the Negro Child Welfare
Conference.10 In 1946, she began to serve on the National Policy Planning Commission
of the National Education Association (NEA), the nation’s largest professional
employee organization committed to advancing the cause of public education. 11

Roxanne Regina Reed, Preaching and Piety: the Politics of Women’s Voice in
African-American Gospel Music with Special Attention to Gospel Music Pioneer Lucie E.
Campbell (Ann Arbor: ProQuest Information and Learning Company, 2003), 154.
8

9

Smith, Notable Black American Women, 27.

10

Ibid., 38.

11

National Education Association, accessed April 7, 2014,
http://www.nea.org/home/2580.htm

8

She was also vice-president of the American Teachers Association in 1944-45
and president of the Tennessee Teachers Association from 1941 to 1946.12
In an address to the Tennessee Teachers Association, in June 1942, Campbell’s passion
for education and civil rights is apparent, as are her personal feelings about the role of
the teacher and her patriotism.
The teacher’s task is a divine injunction. The teacher is builder, working with
the higher and finer values of civilization; an artist working with the bits of
precious clay and unfolding them into useful personalities. The great task facing
the teacher today is threefold: First, the most important, we must do all in our
power to assist our government in its efforts for Unity – Action – Victory.
Second, we must lay the ground-work for future progress to be made after
Hirohitlertarians have been crushed. And thirdly, we must make men, better
men, and build a future. The teacher must open the gateway to a brave new
world. What a task; making men! Not money, but men! Shaping lives and
molding character, not only for time but for eternity. How very careful we then
should be! The youth need brave, dynamic, and inspiring leadership, noble
action, self-sacrificing service, heroism of the highest order. The American
Negro Youth should be taught to live nobly, live courageously, live gloriously.
That’s the American way of life. He must have a resolute power, a clear eye and
a pure heart to contend against this surging world of evil. He must battle against
a storm, not of wing and rain and hail but a storm out of the troubled bosom of
Mother Nature, of hatred, bitterness, cruelty, segregation, discrimination and a
storm of elimination. That is the teacher’s challenge. We must accept. The youth
must be guided through clouds of driving rains to the sunshine of clearer vision.
White Americans should be strong; black Americans must be strong. We have
liberty to preserve and our free way of life and living to maintain. 13
Campbell’s words, spoken six months after the United States entered the Second
World War, represented the concern with war and the armed services during this time.

Leslie Clay, “Lucie Campbell, The Mother of Gospel Music,” www.
http://sistersinsongwhw.wordpress.com/?s=lucie+campbell, accessed April 7, 2014. Originally
named the National Association of Colored Teachers, the American Teachers Association was
created to give Black teachers, who taught in Black schools, a means to discuss the ways to
increase the number of high schools for Black students, to improve the quality of instruction,
and to foster and help Black students enter college.
12

13

Walker, Miss Lucie, 50.

9

Many Black men were fighting in units commanded by White officers, and these
segregated units were active throughout the war. Campbell clearly felt that it was
demeaning for Black soldiers to die for democracy and freedom when they lived in
segregated, discriminatory situations. 14 This explains why Campbell’s address
concerned young men.
Campbell’s issue with segregation and the armed services went back several
decades. In 1919 she had written “Please Let Your Light Shine on Me” (Example 1.1)
and “Are They Equal in the Eyes of the Law,” her only secular songs.15 Campbell
supplied the music, but the lyrics for both songs were written by Sergeant A. R. Griggs
and carried the copyright Campbell Griggs Publishing Company of Memphis. Both
songs reflect the anger of Black members of the armed services at the prejudice and
discrimination remaining in America after the World War I. 16 No more songs, with
Griggs, are found in Campbell’s repertoire.

14

Ibid., 48.

15

George, Campbell, 116.

16

Ibid., 116.

10

Example 1.1 “Please Let Your Light Shine on Me,” mm. 10-18

On November 29, 1942, a program honoring Campbell was given in the
auditorium of Booker T. Washington High School. Songs by Campbell were performed
by The Southern Male Chorus, a sixty-voice choir, and by a one-hundred-voice mixed
chorus. The Booker T. Washington band also performed at this event. 17
On April 14, 1947, the Alpha Phi Alpha fraternity sponsored a contest in honor
of Campbell at Mason Temple Church in Memphis. Three prizes were awarded in each
of two categories: gospel songs by Negro choirs and spirituals by Negro high school
choirs. Campbell was also presented with a plaque. Tickets to the event were $1.20 in

17

Editorial, Memphis Commercial Appeal, November 28, 1942.

11

advance and $1.50 at the door and all proceeds went to the Alpha Phi Alpha
Scholarship Fund to benefit worthy Negro men and women.18
On February 13, 1949, a radio tribute to Campbell in the form of a live concert
by the Wings Over Jordan Negro choir was broadcast on WHBQ. The Tri State Fair
held a Lucie Campbell Night on Saturday, October 9, 1954. The event was billed as a
tribute to the “rich contribution to the religious, educational, and civic life of Memphis
which Miss Lucie Campbell has made.” The newspaper announcement goes on to read:
Miss Campbell is one of the few Negro women in Memphis who has national
status and recognition. She has gained outstanding prestige in the fields of
religion and education. Everybody respects Miss Campbell. Everybody has to
respect her. She commands respect. 19

Campbell received the Woman of the Year Award from the Alpha Phi Alpha
fraternity in 1957. And in 1959 she was honored by the National Baptist Convention at
its annual meeting as the last surviving member of the group that had organized the
Congress in 1916.20
Campbell as Memphis Church Musician
Campbell served as church musician at multiple churches, including
Metropolitan Baptist Church in Memphis (Figure 1). As she had grown up in the
church, it is unclear when she began appearing there as a musician. However, we know
that she was serving under the pastorate of Dr. A. M. Townsend at Metropolitan Baptist
Church in 1918 and continued until the church voted to “withdraw the right hand of

18

Editorial, Memphis Commercial Appeal, March 13, 1947.

19

Editorial, Memphis Commercial Appeal, September 18, 1954.

20

George and Gilkey, “Lucie E. Campbell,” 42.

12

fellowship” from her in 1923.21 I had the humble experience of visiting this edifice in
June 2013. A small pipe organ, an older grand piano, a Hammond organ, and an oldermodel digital piano were located inside the sanctuary. The organs were positioned on
the left side of the stage (from the congregation’s view) and the pianos on the opposite
side of the stage. Although no one could confirm if this was the layout during
Campbell’s stint as musician, all those persons I spoke with stated that it was very
much possible, because only a drum set had been purchased in recent years. Campbell
poured her time, efforts, creativity, and energy into the church and its music
department.

Figure 1. Metropolitan Baptist Church, Memphis, TN.22

In 1923, Campbell and her devout followers resisted the appointment of a new
pastor, Reverend Charles S. A. Owens. Meetings were held at her home to discuss
strategies to prevent the new pastor from assuming the position.23 These undermining

21

Walker, Miss Lucie, 100.

“Metropolitan Baptist Church,” Google, accessed April 2, 2014,
http://media.merchantcircle.com/12797618/church_full.jpeg
22

23

Walker, Campbell-Williams, 129.

13

attempts were met with hostility and conflict, naturally. The first time Reverend Owens
preached at Metropolitan Church, things got out of hand, and fights broke out.
Campbell began this disturbance when she attacked a respected deacon with an
umbrella, after he approached her to reason with her. The police were called and the
next evening, Campbell and her followers (about one hundred) were excommunicated
from the church. While several of her followers, who were excommunicated, came back
and apologized, Campbell never came back to the church and never did.24 Campbell’s
composition “He Understands and He’ll Say Well Done” (1933) is said to stem from
her feelings of rejection, disappointment, hurt, and embarrassment at the events at
Metropolitan Baptist Church. 25 Campbell was known to hold grudges against those that
harmed her.26 But there isn’t enough evidence to relate this fracas or a later one at
Central Baptist Church directly to this composition. What is known is that this
composition became one of Campbell’s most popular songs and that it is still performed
today in many African-American Churches.27
Campbell was without a church home for years, but in 1929 she began working
as choir director at Central Baptist Church.28 There, she again came into conflict with
the church leaders. The first conflict occurred in 1929 and concerned the adult and
junior choirs. A former choir member recounts:

24

Ibid., 129.

25

Ibid, 130.

26

Walker, Miss Lucie, 154.

27

Walker, Campbell-Williams, 131.

28

Ibid, 131.

14

In 1929, I was a member of the Junior Choir. It was our responsibility to sing
the second and fourth Sundays in each month. Miss Campbell directed the Adult
Choir, which sang on the first and third Sundays. One fourth Sunday, some
important out-of-town guests came, and Miss Campbell wanted the Adult Choir
to sing instead of the Junior Choir. The Junior Choir refused to leave the choir
stand, and some strong words were exchanged. A church meeting was called to
deal with the problem. All the young people of Central (Baptist Church) came to
the meeting ready to express their dissatisfaction. When the meeting was opened
and the matter brought to the floor, one young person asked if it was lawful for a
nonmember to be present in this meeting. The reason for the question was that
Miss Lucie was not a member of Central Baptist Church, even though she
directed the choir. When the young woman raised the question of membership,
Miss Campbell yelled out, “I pay as much money in this church as anybody.”
The young people retorted, “It doesn’t matter how much money you give to the
church. That does not make you a member!” 29

In the winter of 1943, Campbell met with the pastor, then Reverend Roy T.
Morrison, and complained that she could not work with Deacon Vesey. This tension
was possibly a continuation from Metropolitan Church when both of them were
members.30 At Central Church, it was customary for the church administration to
receive monetary gifts during the Christmas season. Campbell had received gifts from
the choir and the Sunday school, and both Rev. Morrison and Deacon Vesey thought
this to be sufficient, but Campbell was disappointed not to receive a financial gift from
the General Church Treasury and wrote to the church to express her feelings. The
pastor and deacons met with Campbell and asked her to apologize to the church for the
letter, but she refused. A church meeting was called, the matter was discussed, and
Campbell was excommunicated from Central Baptist Church as a result.31

29

Ibid., 131.

30

Ibid., 131.

31

Walker, Miss Lucie, 108.

15

The next Sunday, Campbell came back to the church and when the right hand of
fellowship was extended to the congregation, she and another person walked down the
aisle and sat in the chair to be received into the church (as was customary during this
era). This ritual is based on a biblical principal found in Galatians 2:9, where Paul and
Barnabas received “the right hand of fellowship” when they recognized the grace given
to them. In the African-American church typically the new member or minister would
be seated, in the front of the church, and each member would shake the hand of the new
member/minister. This particular Sunday, Rev. Morrison received the other person into
the membership but left Campbell sitting there. She returned to her pew and refused to
leave. The police were called and they escorted her out of church.32 The membership of
the church dropped dramatically as a result of Campbell’s dismissal. In 1946, she filed
a lawsuit against the pastor and the church, but the judge decided against adjudicating a
church matter and dismissed it.33 As a result of the lawsuit, a church meeting was called
March 26, 1945, and a resolution, barring Campbell from the church was adopted:
Whereas, the Central Baptist Church has made a decent effort to eliminate all
undesirable persons from its meetings, in an effort to preserve the peace and
maintain the proper spiritual type of service,
And whereas, certain undesirables are rather persistent in imposing their
presence upon the membership in meeting hours, and
Whereas, in each case these undesirables are none members of Central Baptist
Church, and
Whereas, the Central B.S. has no desire to further consider them in any wise,
nor does said church desire their presence in any meeting or even on the
property of Central Baptist Church,

32

Walker, Campbell-Williams, 131.

33

Ibid., 132.

16

The Official Board, recommends that the church appoint through the pastor and
board, keepers of the doors of the Central Baptist Church, who will be so
instructed to keep all undesirables out, of any and all meetings and off the
property of Central Baptist Church even outside the building, and that said door
keepers be known as sergeant at arms…Whose duty it will be to ask so
designated to them by the board, as being undesirables in any and all meetings
of said church, to refrain from entering Central Baptist Church building for any
reason whatsoever, and
That a reasonable effort be made to enforce these orders by the sergeants at
arms. And that the sergeants at arms will report any and all violations to some
member of [the] official board, for further action.
That, the names of Lucy E. Campbell and C. R. Williams be placed at the head
list of undesirables and placed in the hands of the keepers of the doors, with
instructions to prevent their entering into any and all meetings, or even entering
the doors of said church building, or trespassing upon the property of Central
Baptist Church in any wise.
The board further recommends, that other names be added to this list as the
board may deem necessary until this disturbance is settled and forgotten.
The board recommends that if any undesirable person disregards the order of the
church and refuses to follow instructions of the sergeants at arms, who notify
him or her that he or she is not given permission to enter the doors of Central
Baptist Church, and comes in against the will of the church, as expressed by the
keepers of the doors, that the official board be so empowered to take any
necessary legal steps to prevent the reoccurrence of such intrusion, by asking the
aid of the law and the protection of the law from such imposition.
The board recommends that the church now grant to the official board authority
to act in the name of and for the entire membership of Central Baptist Church in
the handling and settling of all matters pertaining to this disturbance caused by
Lucy E. Campbell, C. R. Williams and their cohorts in case the board deems it
necessary to take legal proceedings, to prevent further interference and
disturbances by those named above.
Done by the orders of the official Board of Central Baptist Church, March 26,
1945.
Pastor Roy D. Morrison
Clerk P.C. Scott34
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As a result, on May 8, 1945, some of Campbell’s supporters filed an injunction
in the Chancery Court of Shelby County, Tennessee. Oddly enough, Campbell’s name
does not appear in the injunction application, as this controversy directly involved her.
Only Joe Johnson, A. J. Polk, and Mary Sturtyvant were listed as complainants. As they
planned their actions against Rev. Morrison and the Central Church, these individuals
met in Campbell’s home. 35 Some allegations incorporated in the injunction application
were that the
Complainants would show that the church property was indeed used in
accordance with the established Ecclesiastical creed of the Baptist Church until
the Defendant, Roy D. Morrison, assumed the position of Pastor, seven years
ago. The Complainants charge that since that time there has been a gradual and
increasingly definite repudiation and abandonment of the religious creed, the
Ecclesiastical polity and the tenets of the Church as they had existed previously
thereto, in the particulars which will be set out in detail. That the said Defendant
Morrison has established in the Church a policy of fascism and dictatorship,
wherein his dictates are the sole and supreme law of the Church, which he rules
in heterodoxy and contrary to the principles and doctrines of the church. That he
has brought about this dictatorship by ruthless methods of unilateral action in
silencing, expelling and excommunicating members of the Church who have
sought to oppose his improper practices, without trial and without reference to
the Church’s rules of procedure in such cases. That he has further accomplished
this purpose by creating a puppet Board of Deacons, which is now constituted
by the Defendants named in his bill, whose sole function is to approve, without
objection or discussion, the measures he directs, and whose penalty for
disobedience or independent thought is immediate expulsion from the Board and
from the Church. He has further, by this reign of terror, fashioned to his will a
part of the membership of the Church who are equally guilty of the offenses
herein named, by their passive acquiescence and tacit acceptance without protest
or affirmative action, this departure from orthodoxy, wherefore they too are
names as Defendants in this bill. 36

The complainants went on to charge that Rev. Morrison, his Board of deacons,
and his followers and adherents were guilty of varying from the mandates of the Bible,
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wrongfully refusing to restore in fellowship in the Church, members who have shown
satisfaction in their present walk according to Godliness, refusing to present copies of
charges to the complainants, shamefully attempting to arrest devoted members during
church worship, along with others charges of bullying and desecration of Ecclesiastical
laws, practices, and customs.37
Lucie Campbell served as music director for the National Baptist Convention
from 1915 to 1963.38 Her contributions as leader of musical activities, writer of hymns,
and promoter of Black talent are detailed in Chapter 3. Musically, Campbell made a
tremendous and memorable impact on the National Baptist Convention. Most
impressive were Campbell’s efforts to reach out to introduce other musicians and
singers to the convention and to offer them an opportunity to showcase their talent.
Campbell is quoted saying, “To win, one must be big enough to see the worth in others,
big enough to cheer when others score.” 39 Most famously, in 1919, she introduced
Marian Anderson (1897-1993) to the convention.
A Final Tribute
Miss Lucie Campbell Williams, character of the past, present, and future, we
salute you. Your colorful career lives forever. You are more than a woman of
stately stature – you are a legend woven into the fabric of human endeavor. 40
These words filled the air as a tribute was made to Miss Lucie before the National
Sunday School and Baptist Training Union Congress on June 20, 1962. 41 This day was
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declared “Lucie E. Campbell Appreciation Day” and this tribute was an act of
appreciation to the Congress’ “first lady of music.” 42 This event was held in the
Nashville Municipal Auditorium, where tens of thousands had gathered to celebrate
Campbell. But she was unable to attend.43 While preparing to attend this celebration,
Campbell because ill suddenly and was rushed to the hospital. After battling seven
months with an undisclosed illness, she died on January 3, 1963, in Nashville. Her body
was conveyed back to Memphis where a funeral service was held at Mount Nebo
Baptist Church on January 7th. She was interred in the Mount Carmel Cemetery also
located in Memphis, (Figure 2).44

Figure 2. Tombstone of Lucie Eddie Campbell-Williams (www.findagrave.com)45
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CHAPTER 3
LUCIE CAMPBELL AS EDUCATOR
Campbell stood out as a student. At Kortrecht High School she won top prize in
Latin (we are unsure of the exact date) but in 1899, at age fourteen, she graduated as
valedictorian of her class, and immediately began teaching at Carnes Grammar School. 1
At that time, teachers were not required to have a degree. In 1911, she was reassigned
to her alma mater, Kortrecht High School, where she taught algebra, ancient history,
English, vocal music, physiology, and physical education for the next forty-three
years.2 “Teaching is my vocation, music is my avocation” said Campbell. 3
Education and World War II
From 1939 to 1945, many of the country’s resources went to mobilize defense
efforts, and the problem of illiteracy became a national matter. 4 In 1940 more than ten
million adults twenty-five years of age and over in the United States were functionally
illiterate. The National Assessment of Adult Literacy states that there was an eleven
percent illiteracy rate among Blacks and others in 1940 from fourteen years of age and
over.5 These individuals were unable to read, write, or solve a basic arithmetical
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problem. This illiteracy rate not only affected institutions but also affected the
mobilization of manpower for military training. 6
Of the ten million illiterates, over two million were from the Black population.
This was a great concern for Black teachers in America, including Lucie Campbell.7
The problem sparked Campbell’s desire and passion to push her to students in her
classroom. It also led her to push for greater recognition for Black teachers and for
better wages for those undertaking the work. To the Tennessee Negro Teachers
association in June 1941, Campbell made the following statement:
Throughout the South, Negro teachers are demanding equal pay for equal
service. The Tennessee teachers can no longer accept reduced compensation at a
time when every effort is being exercised to make democracy real in America.
In theory, the Tennessee Education laws recognize no difference in salary.
However, many local, county, and city systems regard the state minimum salary
schedule as the maximum schedule for Negro teachers. 8

Campbell was committed to promoting education among black youth as the way to
progress.
Campbell the Teacher
Campbell saw teaching as a divine calling, and felt that teachers were a
powerful force for social change. She demanded excellence, and took pride in and
guarded the reputation of Booker T. Washington High School. She was one of the
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sponsors of “Good English Week,” whose purpose was to promote the use of good
English in daily routines. 9
Her school was a school of dignity and discipline (Figure 3).10 Students were
required to be present for morning devotion at 8:30 a.m. and afternoon devotion at 2:30
p.m. each school day. The faculty was also required to be present and fines were
implemented for those who were tardy. 11 The 1954 school yearbook was dedicated to
Campbell and such sentiments, as below, were expressed in the book.
To her the teacher’s chair became a throne, and from it she dispensed the favor
of a queen in knowledge, skill, and attitude. She possesses the supreme art of the
teacher to awaken joy in creative expression and knowledge. 12

Figure 3. Lucie Campbell’s homeroom, Booker T. Washington High School Yearbook,
1953.
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Campbell as Disciplinarian and Moral Guide
Campbell loved Kortrecht High School (renamed Booker T. Washington in
1926), and was known, according to one student as a stern teacher with strong moral
views. Thomas Shelby, former student, wrote that “Miss Lucie has a commanding
presence which struck fear in the heart of anyone who thought that they might be guilty
of some infraction of the rules, be they ever so minor.” 13
Each teacher at Booker T. Washington was assigned a floor to monitor behavior
and rules of decorum. They watched everything that happened on their assigned floor,
and Campbell even kept her door open at all times, keeping a close watch over her
students. In her classroom, girls were not allowed to wear makeup and it was
mandatory for boys to wear jackets, shirts, and ties to class. 14 This was not a
requirement by the school board but Campbell’s own rule. In a picture of her crowded
(over forty students) and sparsely equipped homeroom, however, it appears that the
rules were not always strictly enforced. On what appears to be a warm day, many of the
young men are without jackets and ties, perhaps a concession to the students’ comfort.
The classroom appears to be under control, which speaks to Campbell’s demand of
excellence and behavioral expectations. Although in a more relaxed dress (from knit
shirts to athletic attire) the students appear neatly groomed and uniformed. It’s not clear
but it appears that most of the young ladies are seated together.
Campbell was much more than a stern teacher. She was a role model, moral
guide, and advocate for change. She spent countless hours and much energy molding
the lives of young people, propelling them to great heights of not only academic
13
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achievement but of moral and social achievement. 15 Campbell prayed for her students
and aided them in every possible way to lead a productive life. 16 According to another
former student, Thelma Howse, who was in Campbell’s ninth-grade homeroom in
1949:
This experience taught me discipline that I’ll never forget. I love her for having
rules and never changing. She hated lip color and no one could wear it into her
classroom. You had to be cute in the halls and had to remove your lipstick
before you entered her door. She came hard as a child and wanted Black boys
and girls to know that they had strength that would let you make it. She
introduced God in her classroom. Never, did she let us forget to be a lady.17

A football fan at heart, Campbell often led the pep rally before the big game
with archrival Manassas High School. As this was considered the game of the season,
excitement filled the air. Campbell would make fun of the school’s name by having the
students of Booker T. Washington spell aloud MAN-ASS-AS. This created delight for
some and embarrassment for others – especially the students of the rival school,
Manassas.18
Tennessee State Association of Teachers
The Tennessee State Association of Teachers began on the campus of Tennessee
Agricultural and Industrial State College (renamed Tennessee State University in
1968). The first meeting was held on July 23, 1923, in the office of the first president of
the college, William Jasper Hale. Hale felt passionate about strengthening the education
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of Black youth, and his inspiration was instrumental in the forming of this association.
In 1941, Campbell was elected president of the Association, a position she retained
until 1946. As the second women president of the organization, she found this a very
meaningful assignment.19
During her tenure as president of the Association, Campbell had the opportunity
to serve as commencement speaker at Lincoln High School, located in East St. Louis,
Illinois. She said:
There is no mistake or confusion of ideas when one calls the end the beginning,
the close of school the commencement. Every end ought to mark another
beginning, every defeat an opportunity for a new start. Your training has not
been to give you facts but rather to fit you to be the pilot of your own life and
destiny, to train you to think, decide and act. Society admires its scholar but
society reveres its hero whose intellect is clothed with goodness. The youth
whose loins are girt with virtue is invincible. The inner life, dominated by a
worthy ideal will have its flower in a beautiful character. Get your values right
and begin with yourself. In finding the goal posts, one must follow these three
rules: self-reverence, self-knowledge, and self-control.20
These words continue to portray Campbell’s heart as a moral guide. Not only
was intellect and excellence promoted, but character and integrity were as well.
Campbell was interested in the entire being, from inside out.
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CHAPTER 4
LUCIE CAMPBELL AND THE NATIONAL BAPTIST CONVENTION
This new convention was a result of a split, in 1915, over the ownership of the
Publishing Board. Dr. Richard Henry Boyd incorporated the board legally controlling
all of its affairs and finances. His control of finances caused the split. Reconciliation
could not be reached and the National Baptist Convention of the U.S.A became the
National Baptist Convention, U.S.A., Incorporated, associated with the Publishing
Board. Boyd’s organization became the National Baptist Convention of America,
Unincorporated.1
As the National Baptist Convention U.S.A., Incorporated’s first Music Director,
Campbell, appointed in 1916, at the age of thirty-one, became one of the most
influential women in Black sacred music. She had gained a reputation as an outstanding
musician and educator, which is why she was chosen to serve in this position. Standing
only five feet, two and-a-half inches tall, and weighing between 110 and 115 pounds,
she had a commanding voice. When she spoke, people listened, and she had the ability
to assemble voices and have them perform music passionately.2 Music was to be a
major component of the Convention’s new outlook and program. 3
As music director, Campbell drew people from far and wide to see her. She
would throw her shoulders back and strut onto the stage as the people broke out into a
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frenzy.4 The audiences were immense – people traveled from all over the United States,
from parts of West Africa, and from the Caribbean. 5 A one-thousand-voice choir,
directed by Campbell and made up of choir members from everywhere, vigorously sang
the songs selected by her. Moreover, her compositions were purchased at the
Congresses, along with hymnals she helped compile. 6
Campbell presented musicales (soloists, choir, and instrumentalists) that
featured massed choirs of one thousand voices, including individuals from all over the
world. She also wrote or adapted scripts for pageants that were performed at the
National Baptist Congress. “Ethiopia,” presented in June 1932 in Memphis, was
colorful and exciting. A large cast included the Queen of Ethiopia, six page boys,
soloists, and a large background chorus. Costumes and scenery were incorporated, and
there were lively and appealing dramatic readings. This production was followed by
“Ethiopia at the Bar of Justice” by Edward J. McCoo (1924), which promoted racial
pride. The music within “Ethiopia” is not known, however McCoo’s music included
“Nobody Knows the Trouble I See,” “Yankee Doodle,” and much more.7
In these pageants, a wide variety of music was used, including her own songs.8
Campbell’s work on these large-scale productions testifies to her energy and
organizational skills as well as her dedication to education. Charles Walker writes: “She
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always wrote pageants which had a missionary call, always encouraging young people
to give their lives in Christian service.” 9
Campbell directed pageants even before she joined the National Baptist
Convention. She staged pageants in her history classes with students, which served to
enhance the lessons she taught, as well as promote values of morality and discipline.
Campbell’s productions grew in popularity and were well attended. 10 “Memphis
Bound” was performed several times for black and white audiences and was based on
the history and significant events pertinent to the city of Memphis. 11
Campbell used her platform to introduce new singers to the delegates and she
always encouraged younger musicians to try to achieve their ambitions. She invited
many, who were unknowns, to appear on various Convention programs. Many of these
musicians later achieved worldwide recognition, among them Cleophus Robinson,
Thomas Dorsey, Sam Cooke, and Marian Anderson. 12 While no information is available
on Cleophus Robinson’s or Sam Cooke’s performance dates at the Convention, we do
know that Campbell wrote “Jesus Gave Me Water” (1951) for Cooke, during her tenure
as Music Director. Marian Anderson performed at the Convention in 1919, the same
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year as Connie Rosemond. 13 And Thomas Dorsey performed in 1930. The latter’s song
“If You See My Savior, Tell Him That You Saw Me” was admired by Campbell. 14
Connie Rosemond: Something Within
Downtown Memphis, “Home of the Blues,” is historical in that many musical
figures have performed in the clubs and venues located within the district. Even today,
one can easily spot an individual singing on the corner with a harmonica, guitar, or
imitative drum-set made from buckets and/or cooking pans. During Campbell’s
lifetime, this practice was common. In 1919, Campbell while on Beale Street overheard
a conversation by Connie Rosemond (guitarist and blind Beale Street singer) and
another man. The man offered Rosemond five dollars to sing the Blues but Rosemond
refused saying that he was a Christian and was committed to singing gospel music, and
that there was something within that was an inner conviction for him. This sparked
inspiration within Campbell, who viewed this as a spiritual idea – a battle between good
and evil, and she composed “Something Within” which became one of her most
popular songs.15 That same year, Campbell invited Rosemond to The National Baptist
Convention in Atlantic City to sing the song. It became an instant success. 16
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Marian Anderson
That same evening in Atlantic City 1919, twenty-two year old Marian Anderson
was introduced to this same audience. Before her performance, Anderson approached
the pianist and began to give detailed instructions on how the music should be played.
Campbell saw this and approached Anderson asking, “Can you sing, baby? Well just go
ahead and sing. He can play the music!” 17 Anderson went on to become one of the most
revered contralto voices of the twentieth century.
John Robert Bradley: A Lifelong Friendship
In 1933, John Robert Bradley, then age thirteen, met Campbell at the National
Baptist Convention. They became lifelong friends and Bradley introduced her music to
international crowds. While fishing, Bradley had heard the sounds of music coming
from Ellis Auditorium in downtown Memphis. He followed the intoxicating music,
entered through the back stage door and saw a brown-skinned lady waving her hand at
over five hundred people in the choir, singing “What a Fellowship.” 18 Standing on stage
in awe and covered with mud, from fishing, Bradley was taken back stage by Campbell
and cleaned off. She returned to stage, had Bradley stand on a chair, and asked him to
sing. He proceeded to sing “Nobody Else But Jesus.” He was a sensation, and the
delegates loved him. Campbell wrote and dedicated “Even a Child Can Open the Gate”
to Bradley, as a result of this experience. 19 This was the beginning of a life-long
mentoring relationship between Campbell and Bradley. He became one of her students
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at Booker T. Washington High School and he attended all of the Congress and
Convention meetings with Campbell and introduced many of her songs. 20
In the 1930s, Campbell formed a male quartet group named the Goodwill
Singers. This group, which became one of the most popular Gospel groups of the 1930s
and 1940s, consisted of J. Robert Bradley, Odie Hoover, J. Earle Hines, Charles Simms,
and piano accompanist Thomas Shelby. The Goodwill Singers performed songs by
Campbell and others for the National Baptist Convention and around the country. 21 The
group, under the name J. Earle Hines and his Goodwill Singers, recorded songs with
Capital Records in the late 1940s.
Bradley became the assistant music director for the National Baptist Convention
in 1957. He decided to study classical music and moved to New York to study music
with Madame Edyth Walker. 22 He then spent six years in London, before relocating to
Nashville. Bradley made his European debut on Sunday, July 17, 1955, at the Royal
Festival Hall. He sang compositions by Handel, Carissimi, Verdi, Beethoven,
Mendelssohn, Schubert, and Mozart, as well as spirituals arranged by Lawrence Brown
and Harvey Paul.23
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At his London debut, Bradley’s Gospel repertoire included music by Kenneth
Morris, Roberta Martin, and Lucie Campbell, who was in attendance. 24 Bradley
performed Campbell’s “Something Within” and “Touch Me Lord Jesus,” which were
well received, and Bradley introduced Campbell at the concert. Campbell’s music
became a staple of Bradley’s repertoire. 25 In 1963, he became music director for the
National Baptist Convention after Campbell’s death.26 Bradley also sang, “The Lord is
My Shepherd” at Campbell’s funeral. 27
The Clara Ward Singers
In 1943 at The National Baptist Convention (Philadelphia, Pennsylvania), the
Clara Ward Singers, a rather flamboyant gospel group, appeared on stage. Campbell
had heard that they were denied a place to sing and promptly scheduled the group to
perform. In 1951, Clara Ward penned “How I Got Over,” which is one of the most
famous of gospel songs.28
Lucie Campbell’s Other Roles
Lucie Campbell’s role within the Baptist church included leadership in defining
Christian womanhood. She believed there was work to be done in shaping young
women related to power, social standing, and beauty. Campbell was, at times, called
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upon as conference speaker for what the church called Women’s Day. 29 In one of her
speeches, she said:
From whatever viewpoint you evaluate a woman she is the most influential
being in the world. She can lead a man to the highest pinnacle of beauty, of
purity, nobility, and usefulness; or to the lowest depths of shame and infamy.
Woman was behind the fall of Adam, the first man; behind the fall of Samson,
the strongest man; behind the fall of Solomon, the wisest man. 30

In another speech, Campbell said:
Women should feel proud of their esteemed and conspicuous place accorded
them in the conception of great Bible writers. When John, the revelator was
banished to the Isle of Patmus to be shut off from public society, away from
friends and comrades, prohibited from being able to go to the temple or
synagogue for worship, he petitioned Jehovah God to parade before his gaze
something or somebody by which the church could be personified. Angels were
bubbling over to perform the tasks, but they were not chosen. So they drooped
their wings and bowed their heads disappointedly. John still pleads for
something or someone by whom or which he can picture the beauty of the
Church. The mighty billows of the deep, with the rays of the sun prancing and
dancing upon their bosom, resembling the distant beads of pearls, offered
themselves. But they were too unreal to personify the Church that must stand the
storms and wiles of Satan. “Who then?” and “Where shall I go?” said John, “to
find a fit subject to personify the Church on the Isle of Patmus? John prayed,
supposedly above, but he was close to heaven – close enough for his vision to
behold a new heaven and new earth, no doubt. John had begun to despair – the
darkest hour is just before day. John looked again, and said “And I saw a
woman clothed in the sun. A great wonder. A woman who walked on the moon
for her silver slippers. At the crown of her head was bedecked with the stars.”
Women, we are somebody – clothed in the sun. No need for costume jewelry or
real diamonds, rubies or pearls. The sun is enough. You can barely look at the
sun with the naked eye. It is too dazzling. A perfectly dressed woman will bear
heavily on the eye. 31
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In this speech, Campbell’s Biblical references are drawn from Revelation 1:9-11 and
12:1-2. Women, she says, are worthy and important in themselves and have no need of
fine clothes to define themselves – the beauty and worth is brilliant and comes from
within.
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CHAPTER 5
LUCIE CAMPBELL’S MUSIC FOR THE BLACK CHURCH
Music prepares the way, the mood and atmosphere for good sermonizing. Music
gives frame and setting to the service of worship. Worship service properly
conducted and earnestly participated in is the greatest aid the preacher can have
in presenting spiritual truths.1
Campbell’s music was popular within the African American church because her
lyrics reflected the Black experience. She utilized biblical narratives and imagery to
vividly interpret and bring coherence to her life and the life of Black people.
Campbell’s introspective lyrics had the ability to speak to the experience of many, not
only Blacks. Many of her lyrics dealt with life’s burdens and struggles. Yet she often
offered hope by proclaiming a deep belief and faith in an inner source of strength. 2
Lucie Campbell published songs beginning in 1919. Most were self-published
with the help of her longtime partner and later husband, Reverend C. R. Williams.
Some were published through the National Baptist Convention’s Sunday School
Publishing Board and the BYPU. 3
Music from the Soul
Campbell’s lyrics have been described as strong, logical, and filled with
“religious portraiture.” Similar to blues lyrics, Gospel songs express intense personal
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feelings. And Campbell had the ability to express her emotions in the kind of imagery
that uplifted the listener.4
Most of Campbell’s songs were in a basic, four-part harmonic style that, while
not particularly inventive, nevertheless supported often beautiful and soaring melodies. 5
Many of her songs employed the diatonic scale, following stepwise motion. While
Campbell’s music is less innovative than that of others, I believe the passion,
convictions, and thought she poured into her compositions is indeed innovative. Church
music is not so much an intellectual idea as it is a divine work, and a spiritual process.
And the gift of music that Campbell embodied, cannot be overlooked nor minimized.
Campbell’s hymns were published in shape-note notation, which helped
illiterate musicians learn to read music. This was the preferred method in the rural
South from the turn of the century until the late 1930s. 6 Campbell used the seven-shape
notation system, which utilizes “do, re, mi, fa, so, la, ti, do” as its syllables. The
notation indicates relative and not absolute pitch, with each degree of the scale
corresponding to a specific shape. For example, the tonic, or first degree of the scale, is
represented by a diamond note.7
Campbell’s involvement with the music of the Black church came at a time
when European choral music was accepted as the highest form of sacred music for
Black Christian churches. Campbell wrote pieces similar in style, which she called
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anthems. In 1946, she published an anthem entitled “Praise Ye the Lord” (Example
4.1).8 This was a break from her usual gospel ballad style and lyrical approach. “Praise
Ye the Lord” (Maestoso), consisted melodically of ascending eighth notes throughout
with use of the half note – dotted quarter – eighth that tends to give forward momentum
and is reminiscent of a trumpet call, hence majestic. Campbell borrows from Psalm
150: borrowing Biblical texts was not unusual for her.
Psalm 150
1

Praise ye the Lord. Praise God in his sanctuary: praise him in the firmament of
his power. 2 Praise him for his mighty acts: praise him according to his excellent
greatness.
3
Praise him with the sound of the trumpet: praise him with the psaltery and
harp.
4
Praise him with the timbrel and dance: praise him with stringed instruments
and organs.
5
Praise him upon the loud cymbals: praise him upon the high sounding
cymbals.
6
Let every thing that hath breath praise the Lord. Praise ye the Lord.
(King James Version)
In the last sixteen measures of “Praise Ye the Lord,” Campbell borrows text from the
hymn “O For a Thousand Tongues to Sing” (1739) by Charles Wesley. Here she adds:
Oh for a thousand tongues to sing
My great Redeemer’s praise
The glories of our God and King
The triumph of his grace
My gracious Master
And my God assist me to proclaim
To spread to all the earth abroad
The honors of thy name
While a lesser-known song, it shows Campbell’s variety and capability as a composer.

8

Boyer, Campbell, 95.
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Example 4.1. “Praise Ye the Lord,” mm. 9-16 (Lucie E. Campbell orig. © 1946). ©
1951 UniChappell Music, Inc. (Renewed).
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Example 4.1 continued

Rhythm and the call and response tradition have been an important part in the
music of the Black church. Campbell also composed songs that moved at a steady
tempo and used call-and-response, a break from her gospel ballad style. Songs of this
type became known as jubilee songs, and they are still popular within the Black church.
They were performed at a moderately fast tempo, with a bit of syncopation. “When I
Get Home” by Campbell, is in this style. The soloist improvised the way the text of the
song is presented (the call), while the choir answered the call (the response). Songs in
this style are also reminiscent of the lining hymns tradition.
A product of her Baptist roots, Campbell loved lined hymns, a style that she
perpetuated in her compositions. Within the Black church, especially the Baptist church
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in the 1920s, there was a love of the lining-hymn tradition. A leader, typically a deacon,
“lined out” the words of the hymn, followed by the congregation singing back the lyrics
given. This tradition was effective in congregations were illiteracy was common.
However even in the learned congregations, the lining-hymn tradition continued to be a
preference among congregations. 9

9

Ibid., 84.
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CHAPTER 6
LUCIE CAMPBELL’S “SOMETHING WITHIN”
The Black Church: A Place of Refuge, Hope, and Music
The Black church (a phrase that evolved from a study called “The Negro
Church” by W. E. B. Dubois) has been a driving force in the creation and
musical nourishment of Black musicians. In his speech “A More Perfect Union,”
President Barack Obama gave a personal reflection of his church, at the time –
Trinity United Church of Christ in Chicago, IL: Like other black churches,
Trinity’s services are full of raucous laughter and sometimes bawdy humor.
They are full of dancing, clapping, and screaming that may seem jarring to the
untrained ear. The church contains in full the kindness and cruelty, the fierce
intelligence, and the shocking ignorance, the struggles and successes, the love
and yes, the bitterness and bias that make up the Black experience in America.10

Such popular music celebrities as Jennifer Hudson, Aretha Franklin, John
Legend, and the late Whitney Houston have often credited the Black church as the
place their talents were cultivated. The Black church is often a place where gifts and
talents are encouraged whether poor or extraordinary - for the congregation seems to be
an easy audience. The church provides heartfelt, penetrating, convicting, passionate,
solemn, and arousing music week after week.
It is not necessary to unravel the history of Blacks in America here, for most
people are aware of the struggles, obstacles, inequality, and oppression they suffered at
the hands of others. However, it is necessary for one to acknowledge such a history in
order to interpret the music presented within this document. The lyrics expose the
strengths and weaknesses of the human spirit by pointing to a higher being who is able
to take over where the human spirit ends. This belief is strong and unwavering within
the music of Campbell. Her composition “Something Within,” written in hymn style,
Marilyn Mellowes, “The Black Church,” accessed March 5, 2014,
http://www.pbs.org/godinamerica/black-church.
10
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displays human strength and discipline at its best. Her music possessed common
language for the common man and woman. It is easily understood, lyrical, and not
challenging to perform.
Good hymn writing possesses three characteristics that make the pieces
appealing: memorable text, with clear rhyme scheme and familiar and inclusive
sentiments; sing-able and memorable melody; and strong rhythm, fitted to the words.
Let’s look at the text to “Something Within” (1913).
Stanza One
Preachers and teachers would make their appeal,
Fighting as soldiers on great battlefields;
When to their pleadings my poor heart did yield.
All I could say, there is something within.
Refrain
Something within me that holdeth the reins;
Something within me that banishes pain;
Something within me I cannot explain
All that I know there is something within.
Stanza Two
Have you that something that burning desire?
Have you that something that never doth tire?
Oh if you have it that Heavenly Fire!
Then let the world know there is something within
Stanza Three
I met God one morn’, my soul feeling bad
Heart heavy laden with a bowed down head
He lifted my burden, made me so glad
All that I know there is something within 11
Campbell’s uses a rhyme scheme of AAAB in both verse and refrain. The opening
line’s internal rhyme “preachers and teachers” and the repetition of the words “there is
something within” in the last line of verses and refrain further contribute to making the
Lucie E. Campbell, “Something Within” (No. 493) in African American Heritage
Hymnal (Chicago: GIA Publications, Inc., 2001).
11
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text easy to recall. Each stanza is well put together thematically. In the first stanza we
see the connection between appeal + pleading and fighting + battlefield. In the second
stanza there is the bridge between burning + fire. In the final stanza, we see feeling bad
+ heavy laden + burden. This use of thematic material gives the listener and singer
connectivity and focus.
In hymn writing, melody is important due to possible congregational singing.
Large intervallic leaps and complex harmonies would be difficult for the average
congregant to sing. “Something Within” is not difficult to sing, as it has small intervals
and scalar patterns, and the outlining of major chords within the melody. The melody
also allows the singer and listener to connect with the picture Campbell paints in the
text.
The song begins with a very easy melody (Example 5.1). Moving from C to a B
natural – back to C – to a Db – down to C – down to Bb – down to Ab – and landing
back on a Bb (the 5th of the V chord), the melody contains only half steps and whole
steps. The first half of the line has only semitones, the second half only major seconds.
This very simple melody can be sung by the congregation with little effort.
Example 5.1. “Something Within”, melody, mm 1-2

At the end of measure 2, at the beginning of the second line of text, Campbell
outlines an Eb major chord (Example 5.2). Landing on the Db in measure 3 (the 7 th of
V7). She moves down to the Bb – to Ab – back to Db – and ends on C (the 3rd of the 1
chord), the starting note of the song. The triad suggests that bugle call to arms, and the
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leaps reflect the active quality of the soldiers mentioned in the first line, contrasting
with the insistence of the “preachers and teachers,” who circle around a few pitches.
Example 5.2. “Something Within,” melody, mm. 2-4

The upbeat to measure 5 reflects that of measure 3, but now Campbell outlines
an Ab (I) chord in the melody (Example 5.3). The melody continues to be reminiscent
of what we’ve seen previously, with the end of measure 5 repeating the end of measure
1. The line ends on the IV chord, in measure 6. Thus Campbell ends each line, so far,
on a different chord.
Example 5.3. “Something Within,” melody, mm. 4-6

The upbeat to measure 7 is reminiscent of measure 2 in its whole-step material
(Example 5.4) and it leads to the dominant, solidly expressed as the lowest pitch of the
melodic line. Measure 7 has small scalar patterns focused on the tonic, and reversing
the melody at the end of the first line, as Campbell goes on to end on the I chord.
Example 5.4. “Something Within,” melody, mm. 6-8
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There’s a sense of movement in that we are going somewhere. The first three lines end
on Bb, C, and Db, moving up. There’s a satisfying arch shape, with the highest pitch,
Eb, in the 3rd line, and the lower, again Eb, in the 4th line.
Rhythm plays an important role in singability and memorability. If a melody is
overwhelmed by difficult rhythmic material, congregational singing can become a
daunting task. The congregation can become disengaged, which will result in possible
solo singing from the leader, defeating the intended purpose of joint singing. In
“Something Within,” the compound time signature contains straightforward rhythms
that present no difficulty as they reflect the text closely. The rhythm of the phrase
“something within me” appears many times (Example 5.5).
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Example 5.5. “Something Within,” (Lucie E. Campbell, orig. © 1919). © 2000 GIA
Publication. All rights reserved. Used by permission.

The rhythm works well in creating fluidity and gentle movement. Each of the
first three phrases ends with a dotted half note, which builds in a halt for the music.
Momentarily we stop, but shortly thereafter we are moving again. There are no notes
smaller than an eighth until measure 7, when Campbell inserts two sixteenth notes on
the word “there is.” A faster rhythm was employed because of the lack of importance of
the words, and because it fits the way you’d say them. The word “something” serves as
the operative word and “there is” constitutes the bridge that takes us there and is a nice
rhetorical flourish to decorate the end of each verse.
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Although tonal, this piece contains some interesting harmonies that move about
effortlessly. All are passing tones or belong to the passing chords. At the end of m. 5,
the passing flat 7 chord, which decorates the I7 chord, results in a complex harmony, as
Gb sounds against G natural. The strongest harmonies appear in the final line,
especially at the text “All I can say” or “All that I know,” strongly pointing up these
words. A diminished 7th on the raised 4th leads into I 6/4. Campbell’s use of harmony is
consistent with that of other hymn writers in its triadic presentation. Campbell’s
composition “Touch Me, Lord Jesus” is similar (Example 5.6). It also uses a compound
time signature, scalar motion, and small intervals. The text offers a sense of reverence
and human limitation, unlike “Something Within” which implores God for inner
strength and discipline.
From an audience perspective, Campbell is truthful musically. She presents the
material in the beginning, letting the audience know her intention(s), and she carries out
those intentions. Campbell perpetuates these intentions through cohesion of rhythm,
syllabic focus (having some vowel qualities more prominent than that of other vowels
within a given syllable) tonal center throughout, and sing-able intervals. Campbell’s
musical truthfulness stems from her initial presentation of the rhythmic, intervallic, and
harmonic content. Very seldom does she digress from what she first presents.
Undoubtedly, Campbell’s music is accessible. For the most part, her target
audience was people of faith, which is why her music was so successful within the
church setting. Within such a stressful era, filled with hopelessness, her music provided
hope. But this hopefulness pointed away from self and toward a higher being. Even
sonically there seems to be a sense of flow and structure. The tonally centered cadences
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are actualized in a timely fashion. Campbell exhibits like manner in the composition
“Touch Me, Lord Jesus” (Example 5.6). Continuing with a compound time signature,
we continue to see the scalar motion by Campbell as well as the usage of smaller
intervals.
Example 5.6. “Touch Me, Lord Jesus,” Stanza 2, mm. 1-12
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CHAPTER 7
“SOMETHING WITHIN”
MUSICAL ARRANGEMENTS
Lucie Campbell’s, “Something Within” has caught the interest of performers,
artists, and arrangers for over sixty years but most frequently from the 1990s. The song
has appealed mainly to Black and White gospel artists, in the Southern and Black
Gospel styles (Table 1). Her “He’ll Understand and Say Well Done” and “Touch Me
Lord” have also appealed to these artists. The arrangements of “Something Within”
vary dramatically in style, and I will discuss four that are quite different in their
approach, treatment, interpretation, and audience. The artists are The Jordanaires, Take
6, Nathan Carter, and Keb Mo. Campbell’s mysterious “something within” is
interpreted in different ways by different artists.
Table 1. Recordings of “Something Within”
Artist
The Jordanaires
David Vegh and
Bill Vegh
Albertina Walker
and The
Cathedral of
Love Mass Choir
Various Artists
(Festus Moses)

Take 6
Cassietta George

Album
Something
Within
Father and Son
Sing Gospel
Songs
Glory to His
Name

Year
1951

Record Company
Capitol

Style
Barbershop

1967

David Vegh

Southern
Gospel

1982

Savoy Records

Black Gospel

Black American
Religious Music
from Southeast
Georgia
So Much to Say
A Legend from
Legends

1983

Smithsonian Folkways
Recordings

Black Gospel

1990
1993

Reprise Records
Quicksilver Records

A cappella
Black Gospel
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Table 1, continued
Artist
Eugene
Smallwood

Eugene
Smallwood

The Songfellows
Selah Jubilee
Singers
Various Artists
(J. Robert
Bradley)
Stephen Hill
Singers with Bill
and Gloria
Gaither
Vickie Woodard

Album
Wade in the
Water, Vol. 3:
African
American
Gospel: The
Pioneering
Composers
Wade in the
Water: African
American
Sacred Music
Traditions Vol.
1-4
Love That
Gospel Music
Selah Jubilee
Singers Vol. 1
(1939-1941)
All God’s Sons
and Daughters:
Chicago’s
Gospel Legends
Freedom Band

Year
1994

Record Company
Smithsonian Folkways
Recordings

Style
Black Gospel

1996

Smithsonian Folkways
Recordings

Black Gospel

1996

Homeland Records

Barbershop

1997

Document Records

Barbershop

1999

Shanachie
Entertainment
Corporation

Black Gospel

2002

Spring House Music
Group

Southern
Gospel

Turn to Hymn

2003

Black Gospel

2005

Melosong
Entertainment
DMaestro’s
Productions Music
GIA Publications

2005

Time Records

Black Gospel

2005

Dr. Tommy Davis

2006

Saboa Entertainment

Contemporary
Gospel/Funk
Black Gospel

The Brockington Heaven
Ensemble
James Abbington How Excellent
arr. Nathan Carter is Thy Name: 15
Selections from
the African
American Music
Series
Various Artists
Blood of the
(Sister Marie
Lamb: Old Time
Knight)
Spirituals
Dr. Tommy
You Are Still
Davis
Loved
Phil Driscoll
Drops of Praise

2004
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Black Gospel
Choral

Table 1, continued
Artist
Morgan State
University Choir
and James
Abbington

Stephen Hill with
Bill and Gloria
Gaither
The Los Angeles
Angels
Various Artists
The Masters V
The Masters V

The Statesmen
Quartet
Various Artists
(Marion
Williams)

Stephen Hill with
Bill and Gloria
Gaither
Sister Rosetta
Tharpe

Various Artists
(The Five Blind
Boys of
Mississippi)
Keb Mo
The Statesmen
Quartet

Album
42 Treasured
Favorites from
the African
American
Heritage
Hymnal
Canadian
Homecoming

Year
2006

Record Company
GIA Publications

Style
Choral

2006

Spring House Music
Group

Southern
Gospel

Gospel Music

2006

Crownstar Records

Black Gospel

30 Holy Gospel
Songs
Southern Gospel
Heritage Series
Classics of
Yesteryear
(Remastered)
Light of Love

2008

FaSolRe

Black Gospel

2009

Daywind Records

2009

Skylite

Southern
Gospel
Southern
Gospel

2010

Glinka Records

Barbershop

How Sweet it
Was: The Sights
and Sounds of
Gospel’s Golden
Age
Alaskan
Homecoming
(Live)
Sister Rosetta
Tharpe and the
Spirit of Gospel,
Vol. 1
Greatest Gospel
Collection

2010

Shanachie

Black Gospel

2011

Spring House Music
Group

Southern
Gospel

2011

Wnts

Black Gospel

2011

Master Series, Inc.

Black Gospel

The Reflection

2011

Blues

Thanks to
Calvary: Gospel
Gold

2012

Yollabelle
International
Acewonder ltd.
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Southern
Gospel

Table 1, continued
Artist
The Statesmen
Quartet

Album
He is Here: The
Very Best of
The Statesmen
Quartet
Golden Gate
Negro Spirituals
Quartet
at Christmas
Mark Growden
Old Lady from
Brewster
Jacob Moon
Landing 2: The
10th Anniversary
Concert (Live)
The Statesmen
Best of The
Quartet
Statesmen
Quartet
Various Artists
Southern
(James Anderson Gospel:
and His
Ultimate
Harmoneers)
Inspirational
Songs of our
Brothers and
Sisters
The Statesmen
Modern Art of
Quartet
Music: The
Statesmen
Quartet Best of
Various Artists
Vintage Easter
(Sons of Jehovah) Music
Mark Growden
In Velvet
and The New
Orleans Heavies
Joe Nisbet, Jr.
The Gospel
According to
Mr. Niz
Various Artists
The Soul of
(The Jubilee
Designer
Hummingbirds)
Records

Year
2012

Record Company
Acewonder ltd.

Style
Southern
Gospel

2012

Black Gospel

2012

Crates Digger Music
Group
Porto Franco Records

2012

Jacob Moon

Blues

2012

Cugate ltd.

Barbershop

2012

Vintage Masters Inc.

Southern
Gospel

2012

Sinostate

Barbershop

2013

Barbershop

2013

Holiday Classic
Records
Mark Growden

2013

KFM Records

2014

Big Legal Mess

(Solo)
Barbershop
feel
Black Gospel
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Blues

Blues

The Jordanaires
In 1951, The Jordanaires, a male barbershop quartet, arranged “Something
Within” (Example 6.1 on page 56) in a Southern Gospel style. Their version of the song
is in 4/4, with the ♩=104, accompanied by a piano, bass, and banjo. The quartet’s
interpretation is straightforward in harmonic fabric and execution, and thus imitative of
the song’s original hymn style. The chord progression is straightforward and expected
for this style of music: I – V – V – I – I7 – IV – ii – V – vi – ii – V – I. Harmonies are
tightly knitted and balanced with like timbres. The use of the solo bass voice during the
verses creates a different timbre. The ensemble’s whole notes on “ooh,” during the
refrain establish a solid rhythmic foundation for the soloist to demonstrate vocal range
and ease of singing descending scalar passages. In accompanying the verses, the other
voices provide a close-harmony rhythmic ostinato on the words “Oh, my Lordy, Lord”
(verse 1) and “Somethin’,” then “Oh, my Lordy” (verse 2). These they perform in a
swung style.
The Jordanaires’ text is:
Introduction
All that I know
Thank God Almighty
There’s something within o Lord
Refrain
Something within me
That holdeth the rein
Something within me
That banishes all the pain
Something within me
That I cannot explain
All that I know
There is something within
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Verse 1
Have you that something that burning desire?
Have you that something, sho nuff burning like fire
If you have something well that Heavenly Fire o yeah!
Get in a hurry, tell everybody
Something you got within me
Verse 2
Met God one morning – one Monday morning
Maybe Tuesday morning – one Tuesday morning
Could it be Thursday morning – one Thursday morning
Maybe Friday morning – yes it’s Friday morning
Soul feeling bad, so bad
Heart heavy laden, o yeah
I bowed down my little head, yes I did
He lifted my burden and made me so glad
All that I know, Thank God Almighty
There is something within 1
The Jordanaires utilized verse 2 of Campbell’s composition as verse 1, with
some alternative words such as “sho nuff” and “get in a hurry.” These words seem to
serve as idioms to reinforce key expressions within the text, such a “burning like fire”
which now becomes “sho nuff burning like fire” and “tell everybody” which now
becomes “Get in a hurry, tell everybody.” The refrain remains intact as penned by
Campbell. However, verse 2 contains a lot of added text, a riff on Campbell’s “I met
God one morn’”, which we will also see in the choral arrangement by Nathan Carter,
and additional commentary – “so bad,” “oh yeah,” “yes I did,” which reinforces
personal feelings and allow for improvisatory solos.

YouTube, The Jordanaires, “Something Within,” accessed April 14, 2015,
https://www.youtube.com/watch?v=pPSOmo1a4jg&spfreload=10
1
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Example 6.1. “Something Within,” The Jordanaires, mm. 1-10
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Example 6.1, continued

The Jordanaires’ arrangement wasn’t very popular, therefore not very
influential. As of March 31, 2015, the Youtube video, uploaded August 13, 2009, has
received 52,023 views. While a lot of their music can be located and purchased online,
“Something Within” cannot.
Take 6
The popular contemporary male sextet Take 6 is known for lush harmonies and
interesting rhythms. They released a version of “Something Within” on their 1990
album by Reprise Records, introducing Lucie Campbell (twenty-seven years after her
death) to the contemporary and jazz culture – the audience of Take 6. They bring a
sense of virtuosic style to this diatonic and strophic piece. Their six-voice a cappella
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arrangement uses a unique harmonic language that creates an interesting sound world of
textures and layers of sounds.
The piece is in 6/8 time in the key of Ab major. It begins rubato with the soloist
showcasing high range and use of his falsetto voice singing “All that I know, I thank
my God, I’ve got something within me oh yeah” (Example 6.2) A steady tempo is soon
established (♩=130) and the song pushes forward in an interesting, unraveling way.
One can quickly hear the influences of blues and jazz within this arrangement, and a
hint of reggae as well.
Example 6.2. “Something Within,” Take 6, tenor solo introduction

Take 6 utilizes the lyrical phrase “Within me Lord” (Example 6.3) to create a
rhythmic pattern that provides a background, as the soloist soulfully sings the verse.
The text “Within me Lord” becomes a recurring gesture and is manipulated to provide
the sixteenth/eighth note rhythmic pattern: with-thin-ă-mē Lord / with-thin-ă-mē Lord /
with-thin-ă-mē Lord / with-thin-ă-mē Lord. This sort of textual manipulation, changing
the usual accentuation of the words and adding syllable, is common in a cappella music.
For example, in the Spiritual arrangement of “Daniel, Daniel, Servant of the Lord,”
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arranger Undine S. Moore, notes in the music that Daniel is to be pronounced in three
syllables: Dan-i-yul (eighth-eighth-quarter).2
Example 6.3. “Something Within,” Take 6, vocal accompaniment

Take 6 did not use Campbell’s verses, but only the refrain. In addition, they
added text not in the original composition.
“Something Within,” as performed by Take 6
All that I know
I thank my God
I’ve got something within me
Something within me
That holdeth the rein
Something within me
That banishes pain
Something within me
That I can’t explain
All I know I thank my God
I’ve got something within me
Additional lyrics by Take 6 - with ad libitum by the soloist throughout
We know we got hope
We know we got something within me yeah man

Undine S. Moore, “Daniel, Daniel, Servant of the Lord” (Warner Brothers
Publications US, Inc.), 1953.
2
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I know we got hope
I know I got something within me
Hope, peace, peace
Nobody can take it away
Jesus gave it and it’s here to stay3
Finger snaps and later hand claps brings out the pulse all the more. Most striking
to the ear are the rhythmic complexities. The rhythm fabric does not alter much over the
course of the song. There’s an underlying “feel” that makes you want to either tap your
foot or bop your head to the beat. However, just when you are satisfied with the
rhythmic presentation and the strong beats, Take 6 demonstrates alternatives and
emphasizes the weaker beats while keeping the pulse in tact. The collaboration of
fascinating rhythm and intricate harmonies creates a delightful piece of music.
The use of verse 1 of Campbell’s original composition and the chordal
movement from I – V helps to identity “Something Within.” However, when Take 6
moves from verse 1, the piece practically becomes a new song. The added text
emphasizes the aspect of hope, which Campbell does not mention. They interpret the
“something within” as hope. It’s unclear as to why the group chooses this
interpretation. However by looking at the text, there’s a sense of relief and expectation
that something is about to change for the better: something within that “holdeth the
rein,” something within that “banishes pain.” This relief can be thought of as hope.
The text “yeah man” appears only once in the background vocals and gives the
reggae musical hint. This popular expression can be heard in many reggae songs.

YouTube, Take 6, “Something Within,” accessed April 14, 2015,
https://www.youtube.com/watch?v=Kcg9OV8ZVuI
3
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Nathan Carter
Another version of “Something Within” (Example 6.4) was published in 2004
by Nathan Carter. Carter served as the choral director for the Morgan State University
Choir for thirty-four years. Carter traveled throughout the United States as guest
conductor, lecturer, adjudicator, and clinician. Under his leadership, the Morgan State
University Choir received superior reviews nationally and internationally. 4
Carter’s version, in A major, is for mixed chorus, soprano solo, and piano, and
seems to capture Campbell’s original intent, in its tempo, expression, and melodic
identity. With a tempo of ♩=50, one has time to reflect upon the lyrics and grasp the
solitude of each note sung. Unlike the previous up-tempo arrangements, by the
Jordanaires and Take 6, this one treats the text in a more pronounced, dynamic, and
careful manner.
Very much choral in its approach, this arrangement effectively shapes phrases
and provides direction within the harmonic fabric, which gives the piece a sense of
forward movement. In the initial a cappella section, the harmonic fabric is very
reminiscent of Campbell’s but thinner texture. The key of A major provides a
brightness to the chords and they are illuminating, spacious, and clear. Carter mimics
the chromaticism in the melody of the original at “Preachers and teachers,” as modeled
by Campbell. The melodic content creates some dissonance, which is quickly resolved
on the next beat.

Morgan State University Choir, “Dr. Nathan M. Carter,” accessed March 30, 2015.
http://www.msuchoir.org/page7/page7.html
4
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Example 6.4. “Something Within,” arr. Nathan Carter, mm. 1-12. Chicago: GIA
Publications, 2004. Used by permission.

Carter’s use of the major second intervallic structures, whether between the
ladies or tenors is highly effective in the accompanimental parts. He often uses it on the
longer note values, which usually fall at the end of a musical phrase (as in example 6.4,
m. 5).
For the second verse (Example 6.5), Carter removes the sopranos, and the
voicing becomes ATTBB. The altos take on the melody. This creates an interesting
timbre and welcome deviation.
This version has a time signature of 3/4, and the rhythmic structure remains the
same in verses 1 and 2: three quarter notes (m.25) – one dotted half note (m.26) – one
half note and one quarter note (m.27) – three quarter notes (m.28) – two tied dotted half
notes (mm. 29-30). This rhythm is repeated. At the refrain, which serves as the climatic
point, Carter makes a change in tempo, which now shifts to allargando. The voicing is
now SSATTBB.
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Example 6.5. “Something Within,” Nathan Carter, mm. 25-30. Chicago: GIA
Publications, 2004. Used by permission.

Carter utilizes Campbell’s three original verses with no modifications. On the
third verse (Example 6.6), there is a meter shift as well to 9/8 and soprano solo and
piano are added. This seems to be a conscious decision to move away from seventythree measures of slow paced and broad music. This is also Campbell’s original time
signature. The addition of the piano also brings in percussive instrument, altering style,
and timbre.
“Something Within,” as arranged by Nathan Carter, verse 3
I met God one morning, my soul feeling bad
Heart heavy laden with a bowed down head
He lifted my burden and made me so glad
All that I know there is something within 5
In verse three, the soloist now becomes the center of attention, as the chorus
accompanies and the piano supports. The chorus echoes the soloist throughout this
verse and the use of the dotted quarter notes, followed by a tied dotted quarter note,

Lucie E. Campbell, “Something Within,” arr. Nathan Carter (Chicago: GIA
Publications, 2004), 6.
5

63

then an eight note, gives a jittery affect. This meter, along with the piano content,
presents a Gospel feel, which would be well known to congregants within the church.
Example 6.6. “Something Within,” mm. 72-78. Chicago: GIA Publications, 2004. Used
by permission.
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Example 6.6, continued

At the end, Carter returns to the 3/4 meter (Example 6.7) and places emphasizes
on the word “something,” which is repeated four times. Of all the arrangements
discussed, Carter’s appears to have the closest connection to Campbell’s original
composition. Using the identical meter and a slow tempo, Carter was able to capture a
new dynamic while maintaining the original quest, thoughts, convictions, meaning, and
musicality of Campbell.
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Example 6.7. “Something Within,” Nathan Carter, mm. 98-103. Chicago: GIA
Publications, 2004. Used by permission.

This additional text was also used by Elvis Presley in a song entitled Only
Believe (1971), which also drew on text and music composed by the evangelist Paul
Radar in 1921.6 The third verse seems to paint a picture of prayer similar to that of Keb
Mo’s arrangement, discussed earlier. Meeting God one morning seems to serve as a
metaphor, which denotes a scene of meditation.
Keb Mo
Kevin Moore, known as Keb Mo, is a blues guitarist who has garnered three
GRAMMY awards, according to his website. Keb Mo is connected to Memphis, TN.
through his composing of music for Memphis Beat, a television series that aired on the

6

Elvis Presley, “Only Believe,” accessed December 10, 2013, http://youtube.com.
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TNT cable network.7 This drama, centered on a passionate and quirky police detective,
aired from June 22, 2010 to August 16, 2011. 8 Mo’s “Something Within” (Example
6.8) appears on his CD Reflection, released by Yolabelle International Record Label in
2011. It is a drastic character and musical change from Campbell’s song but at the same
time a conscious remembrance of it.
The tempo is ♩=78, a funky blues groove in 4/4. Mo’s singing is accompanied
by an instrumental ensemble consisting of an electric piano, keyboard synthesizer, bass
guitar, lead guitar, and drum-set. The rhymed narratives, call-and-response format, and
repetitive rhythm (groove) are all common in this genre, along with the make-up of the
ensemble. The guitar counterpoint, instrumental contemplation, older female voice, and
use of her vibrato make this arrangement unique. Keb Mo writes:
The vocal refrain you hear - that’s my grandfather, Roosevelt “R.V.” Wyatt. He
died in the late Eighties. But before he went, my Uncle Herm had recorded him on a
boom box, singing this old gospel tune song “Something Within.” And my son
Kevin Moore II played the military drums and put a little loop on the track. The
other voices are my cousin Mark Wyatt, Herm’s son; and Rochelle Rawls, my
sister, a granddaughter of “R.V.”
We recorded Rochelle along with various cousins and friends on Easter Sunday
2010. I hadn’t heard my sister sing since she was 15 years old. But she’d been
singing in church and she just tore it up! Basically, the song is a collaboration with
Lucie Campbell one of the first published female gospel composers, who wrote the
original “Something Within” in 1913.9

Keb Mo, “Keb Mo,” accessed December 10, 2013,
http://www.kebmo.com/site/about/bio.
7

“Memphis Beat,” Wikipedia, accessed February 24, 2015,
http://en.wikipedia.org/wiki/Memphis_Beat
8

Keb Mo, “The Reflection,” accessed February 24, 2015,
http://www.google.com/url?sa=t&rct=j&q=&esrc=s&source=web&cd=8&ved=0CEkQFjAH&
url=http%3A%2F%2Fwww.rykopress.com%2Fmedia%2Fcms%2Fdocs%2F201106%2Fkebmo9
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The arrangement is in the key of F#. The musical concept is simple in its approach
and accessibility. The composition begins at the tag (so identified because the text
differs from the refrain, although the musical content is almost identical), which lands
on an A-major chord for two measures (after the drum-set pick-up) and then moves up
a whole step onto a B-major chord for two measures. From there, the chord progression
is a simple I – I/V – I. The rhythmic content is straightforward. It remains constant, in a
simple 4/4 pattern, from start to finish, and never deviating in tempo, thus keeping the
groove and feel in sync. The lyrical content is altered extensively.
“Something Within,” as performed by Keb Mo
Tag
Something within me
Something within me
Something within me
I cannot explain
All that I know
There’s something within
Verse 1
Somebody’s talking to me
I wonder what they trying to say
Maybe they’re listening to me
While I’m driving my Chevrolet
I got off the highway
Headed for the mountain top
Trying to find something
Trying to find something
Refrain
Something within me
That holdeth the rein
Something within me
That banishes all the pain
Something within me
That I cannot explain
All that I know
bio_1308249730261.doc&ei=URftVOScOcv5yQSi4YCgCA&usg=AFQjCNGP4MxzqxFQSt3
Worh4octrLYFG5g&bvm=bv.86475890,d.aWw
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There is something within
Verse 2
It was everywhere
In the air, in the land, and the sea – yes it was
Then I realize
That you was talking to me
It was written on the sky way
Written on the sun
That something, something, something yeah
Refrain
Something within me
That holdeth the rein
Something within me
That banishes all the pain
Something within me
That I cannot explain
All that I know
There is something within
Something
Trying to find something10
Mo takes Campbell’s text and creates an entirely different composition, on the
theme of seeking the “something within.” The refrain is Campbell’s original text.
Campbell and Rosemond were referencing an inner working, spiritual and a human
inner strength that keeps one from giving up or giving in. They never said what it was
exactly, but they had confidence in it. Keb Mo, on the other hand, wants to know what
it is, for himself at least. His seeking and disconnectedness have clear racial overtones,
referring to events of the more recent past.
Mo seems to point towards an external working or factor. He begins by saying
“Somebody’s talking to me…maybe they’re listening to me.” This could be an analogy
of prayer. In the Christian faith, there’s a belief that God hears the Christian when he or
YouTube, “Keb Mo Something Within,” accessed April 14, 2015,
https://www.youtube.com/watch?v=xVy0p1GLlIU
10
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she prays. This is an act of communication between humanity and deity. Therefore
“somebody’s talking to me” could refer to the voice of God and “they’re listening to
me” may refer to the Christian praying.
“Headed to the mountaintop” is a reference to Dr. Martin Luther King’s well
known, “I’ve Been to the Mountaintop” speech, given at Mason Temple Church of God
in Christ in Memphis on April 3, 1968. This one reference by Mo could point to a
spiritual idea hence supporting the concept of prayer. Mo has recorded other songs on
race, revolution, and freedom on the CD Peace Back By Popular Demand, released by
Sony Music Entertainment, Inc. in 2004. Songs included: “For What It’s Worth,”
“Wake Up Everybody,” “People Got to Be Free,” “Talk,” “What’s Happening Brother,”
“The Times They Are A-Changin,” “Get Together,” “Someday, We’ll All Be Free,” “
(What’s So Funny ‘Bout) Peace, Love, and Understanding,” and “Imagine.” All of
these except “Talk” are covers.
In the book of Deuteronomy, we find Moses on the plains of Moah on mount
Nebo (the mountaintop). “And Jehovah showed him (Moses) all the land of Gilead,
unto Dan, and all Naphtali, and the land of Ephraim and Manasseh, and all the land of
Judah, unto the hinder sea, and the South, and the Plain of the valley of Jericho the city
of palm-trees, unto Zoar. And Jehovah said unto him, this is the land which I swore
unto Abraham, unto Isaac, and unto Jacob, saying, I will give it unto thy seed…” 11 Here
is a promise to the people of God to possess a land that was promised to them
generations ago. It’s plausible that Mo was pointing to an external factor yet contrasting
the inner desire to possess such a thing and promise made long ago. With this
theoretical proposal, verse two fits perfectly into this promise concept. “It was
11

Deuteronomy 34:1-4 (ASV).
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everywhere, in the air, the land, and the sea, it was written on the sky way, written on
the sun.” It seems that whatever Mo was trying to find was there all along, right before
him, within his grasp, reachable, attainable, and accessible. But he doesn’t get it, and
the song returns to seeking.
Example 6.8. “Something Within,” Keb Mo, mm. 1-8
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CHAPTER 8
CONCLUSIONS
Lucie Campbell’s songs often spoke of struggle, renewal, and the after life.
Faced with segregation, social injustices, and inequality, she retained a desire and will
to overcome the roadblocks she faced. It is clear that Campbell was driven to rise above
the restrictions placed on Blacks during the early 20th century. And through her
extensive music and education career, Campbell was determined to make a difference
in the lives she encountered.
Her forty-seven year tenure, as music director, for the National Baptist
Convention will never be forgotten. Campbell’s influence was remarkable, and her
footprints will remain a part of the convention’s history. Her selflessness with the large
platform she was given created longstanding careers for other composers, singers, and
musicians, individuals who later became influential composers and performers.
Campbell’s music was very much a part of the Black church. Thousands were
exposed to her simple rhythms, metaphoric lyrics, and memorable melodies. Her music
continues to spark excitement. The four musical arrangements of “Something Within”
examined here stretched the boundaries musically and lyrically of what Campbell
initially composed. While Nathan Carter’s arrangement has the closest connection to
what Campbell originally wrote, his added harmonic ninths create a different tonal
quality and sonic world. From the African-American vernacular to the Africana
approach and dialect appropriation, these arrangements presented new ideas and
interpretations.
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As Gospel music continues to evolve, Lucie Campbell’s impact is not
diminishing. Her songs pull at the heartstrings of those who listen. She masterfully took
the challenges of the day and placed them under a positive lens that instilled hope and
assurance. Campbell took bad news and made it good news. She fought as a soldier on
a battlefield by grabbing hold of that burning desire within that never grew tired. Even
when plagued with protest and confrontation, her faith helped to lift her burdens.
Campbell could never explain such affirmation. All she could say was there was
something within.
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